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	 iv	Abstract			 Standup	comedy	actively	performs	and	engages	with	constructions	of	self	and	social	identity,	especially	in	terms	of	ethnic	difference	and	the	negotiation	of	American	race	relations.	Musical	comedy,	wherein	standup	comedians	perform	song	onstage,	represents	one	facet	of	this	expression	that	configures	musical	texts	and	expectations	in	the	service	of	cultural	observation	and	critique.	Bo	Burnham	and	Reggie	Watts	characterize	two	disparate	approaches	to	the	practice	based	on	their	aesthetic	tastes,	existential	anxieties,	and	racial	experiences.	The	two	present	their	respective	identities	onstage	in	relation	to	a	changing	American	political	landscape	of	the	early	21st	century	that	has	seen	widespread	social	anxiety	about	gender	and	race,	particularly.	I	argue	that	by	presenting	musically	diverse	and	absurd	representations	of	self,	Burnham	and	Watts	act	out	different	types	of	hybridity,	wherein	they	must	confront	their	internal	contradictions	and	respond	either	by	reconciling	them	into	a	cohesive	identity,	or	breaking	down	under	the	weight	of	the	inconsistencies.		 I	first	investigate	Bo	Burnham	and	his	position	as	a	white	male	within	an	entertainment	industry	that	he	despises	because	of	its	consumerist	manipulations.	I	apply	the	work	of	Timothy	Taylor	on	the	connection	between	music	and	capitalism	to	explicate	how	the	two	interact	in	Burnham’s	act,	as	well	as	that	of	Simon	Frith	and	Paul	Willis	for	how	his	popular	performance	serves	to	construct	and	signify	identity.	He	performs	genre	parody	that	exposes	the	inauthenticity	of	mass-mediated	cultural	identities,	as	well	as	musical	skits	where	he	performs	his	own	divergent	identity	and	struggles	for	consistency.	Secondly,	I	consider	Reggie	Watts	as	he	mediates	a	hybridized	racial	identity	through	pastiche	and	Henry	Louis	Gates,	Jr.’s	concept	of	Signifyin’	on	previous	black	musical	texts.	Based	on	Paul	Gilroy’s	notions	of	the	Black	Atlantic,	double	consciousness,	and	hybridity,	I	show	that	Watts	constructs	a	unified	identity	that	embraces	the	absurdity	of	his	self-performance,	and	racial	categorization	in	particular.	Overall,	my	examination	of	these	two	performers	argues	for	more	study	of	musical	comedy	as	a	mediator	of	identity	and	hybridity.		
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	6:29	 Begins	vocalizing	percussive	two	bar	phrase	in	imitation	of	a	drumset.	Looped	vocals:	“You	about	to,	mothafucka”		6:47	 Bass	line	vocalizations	on	syllable	“mum”		6:57	 Vocalized	shaker	sounds		7:09	 Switches	microphones,	takes	hunched	over	“rapper	stance,”	begins	to	vocalize	random	syllables	as	if	performing	a	rap.		7:29	 Pauses	loop	for	one	second	to	begin	verse:	“What?	Yeah,	come	on!”		7:30	 Restarts	loop	and	begins	at	lyrics	above:	“I	know	what	people	be	thinkin’.”	Speaking	in	laidback	rap	style.		7:51	 Changes	registers	upward	with	more	forceful	vocals,	saying:	“You	think	you	need	a	whole	croissant?	Nobody	needs	a	whole	croissant!”	Takes	on	vague	Caribbean	accent	for	that	line.		8:03	 Vocal	change	to	very	pinched	nasal	tone,	continuing	vague	accent	to	rap:	“Chocolate	éclairs.	Claire’s	like	a	chocolate.	Chocolate	like	Claire.	My	friend	Claire,	she	likes	chocolate.”		8:13	 Tone	becomes	more	natural,	as	at	7:30,	but	with	continued	accent.	Plays	with	word,	“google.”	“We	be	be	googling,	googling,	googly	googly	googlygin.	Googlygin.	Googly	like	a	hooligan.”		8:25	 Adds	reverb	at	effects	table.	Register	change	to	falsetto.	Long	connected	line	in	melody.	Stirring	motions	with	one	mic,	while	singing	into	the	other.	Stepping	and	stirring	to	the	beat.		8:57	 Adds	a	“slow	down”	and	tremolo	effect	to	his	vocals,	falling	in	pitch	briefly	before	returning	to	falsetto.		9:05	 Begins	bobbing	up	and	down	as	if	he	were	pouting	child,	saying	“I	want	it	so	bad,	I	*unintelligible	pouting	sounds*...”		9:09	 Says	“Whoa-Oh,”	while	cutting	the	back	track,	letting	last	“Oh”	reverberate	artificially	to	end	the	song.	
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